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Traditional drama played a very significant role In African Society
before colonization and the introduction of Western culture and ideas
into Africa, especially black Africa.^ This traditional African drama,
which was "oral," was a form of dramatic expression embodied in story*
telling. It was a composite of speech-narrative, dialogue, music, mime
and dance.
Many aspects of the culture of the African People found expression
in this narrative drama. It did not exist as a separate entity from the
social life but as a necessary contribution to its total fulfillment.
It was an essential element of the process of living together, and the
aged used it as a medium through which the young were instructed. The
very nature of African societies at the time which made group cohesion
very easy and spontaneous was favourable for this kind of art.
Like the theatre of Dionysus in ancloit Greece, this traditional
African drama derived its thanes from legends and myths based on animism,
ancestral spirits, taboos and n^thical figures, some of which the
2
audience was already aware of. A previous knowledge of the subject-
matter, however, never destroyed the effect of the art. It rather added
to the enjoyment of the performances. T^e audience was always receptive
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as was the audience of the theatre of Dionysus who knew about most of
the heroes before their presentation on the stage.
The performance always took place In the form of storytelling, and
the storyteller, or the erlot as he Is known In Francophile West Africa
was the traditional equivalent of a playwright or a producer. His art,
however, was oral. He was solely responsible for Its formulation and
presentation.^
The audience was composed of members of the 5trlot * s own cosmunlty
or village who spoke his own language and observed the same rituals and
customs from which he drew his subject or Ideals. So, from his experi¬
ence and vast store of Intimate Ideas and expressions of the village,
the grlot always impressed his audience. He set the scene and carried
out the dialogue himself by characterizing the actors In actions and
mode of speaking. His chief aids were his tone, quality of voice, man¬
ner of articulation, choice of words and the use of appropriate mime for
conveying specific expressions.
Subsidiary contributions could freely be made by the audience or
"chorus'* in the form of Individual outbursts of sympathy, surprise or
disbelief; for deliberate Interruption for musical or dance Interludes;
for comic relief or for a brief dramatization of episodes from the
2
story. At the end of the Interruption the thread of the story was
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picked up by the grlot who remained the principal character or link be¬
tween the spontaneous verbal actions that took place In the course o£
the narration of the story. The audience always sat or stood In a cir¬
cle with him at the centre, or In a horseshoe formation with him at the
open. This made audience participation very Intimate and flexible.
In Ghana, West Africa, for example, this traditional drama popular¬
ly known as Anansegoro or "Ananse Story" with the Okveame as leader or
storyteller, was a very coomon phenomenon In the traditional society.^
Taking Its name from the chief character of the story, Ananse, the
Anansegoro played a major role In the shaping of the society before the
Influence of Western culture. Ananse could be portrayed as all-knowing,
wise, Sympathetic and generous. He could be depicted as treacherous,
dexterous or greedy. But all these variable characteristics were always
geared to teaching members of the society one kind of lesson or the
other.
This In general was the nature of traditional African drama and Its
unique status In the society. It was an oral literature—narrative,
very entertaining and at the same time very anecdotal. It could be per¬
formed anywhere without any restriction whatsoever. And the guardians
2
of the society used It as a medium for educating their people.
Ibid., p. 35.
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At that time, travelling to very distant places was very rare.
But whenever anyone did travel, it was always to the nearby villages
where the Inhabitants belonged to the same cultural group, and spoke the
same or related language. Therefore, the grlot learned fewer foreign
4
When the first white colonials arrived in Africa around 1450,^ they
I
were not interested in the internal or artistic affairs of the indig¬
enous people. Their major preoccupation was economic. They were more
interested in gold, ivory, pepper and other spices which were cheaply
t
found along the coast in great quantities. It was not until later around
1600 when the missionaries arrived and made their way Inland that greater
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interest in the affairs of the African people began. This advent was
also the beginning of the cultural conflicts in Africa as portrayed in
the plays discussed in this thesis. Western education and its related
culture have since been in conflict with the traditional cultural prac¬
tices .
Coloniza.tion and its concomitant western education slowly changed
the traditional system of government and behaviour. The confined vil¬
lagers developed a passion to tcnow ab(Mit other people living .beyond
their own villages, and even beyond their o«m culture. They ventured
out into other regions, hitherto unknown to them, and made friends out¬
side their own culture. Their friendship with the colonials exposed
them to new traditions, ideas, beliefs, and even new languages.
ideas that mlg^t influence or change the meanings of the Images, and the
structure of his stories; much less the people's culture.
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In imposing a European-type of education on the natives the Impe¬
rialists were, of course, suiting their own administrative, political
and economic convenience. The result was obvious. The system not only
overtly undetermined the African tradition but gradually tried to debase
It. One area of this Impact of colonization Is the drama of the African
people which embodied almost all aspects of their culture. The tradi¬
tional storyteller and his simple narrative and anecdotal drama were
gradually but persistently pushed aside by the new system.
In the urban areas, the grlot or okyeame lost most of his audiences,
and the legends, nqrths, taboos and the tradition on which he based his
verbal art were questioned. Consequently, he was unable to cope with
the new order. In his place has emerged the younger storyteller who has
grown up with the new system. He has attended the western-type of school
and has acquired a new language, new Ideas, some aspects of European
culture, and a modem technique of telling the stories.^ He now writes
his plays In eclectic European forms and produces them on exotic stages
usually behind a proscenium. His casts are those who can read and under¬
stand his script, and who are as well educated as himself.
Supported by other intellectuals in this system, the new storyteller,
now the playwright, began to Investigate some of the practices of the
traditional society on the basis of western values. The result Is that
some traditional values are being questioned and what In many instances
used to be the traditional code of behaviour was considered ontmoded.
As a result, the cultural conflicts which have resulted from this fusion
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of cultxxres have become a problem and a subject matter of contemporary
literature.
It has put the African elites in a dilemma. Which way are they to
go? Should Africans maintain their indigenous values, inherit the
Western tradition, or slowly mix the two? It is a profound problem.
One interesting phenomenon is that while a greater number of the aged
want strict adherence to the traditional practices, the younger genera¬
tion who have grown up with the new system advocate a change of some of
the cultures. In the book. Protests and Conflicts in African literature.
Cosmo Pieterse has termed this dilemma, "conflicts of generations~the
old versus the new in a cultural revolution,"^
These problems are found in various parts of the continent, and in¬
volve all facets of the society. Those that originate frcan family dog¬
matism or from ritual practices as opposed to the Western tradition pose
the greatest concern to the continent and a set-back in its development.
The various governments do try to regulate some situations by issuing
ordinances that are designed to control some of these practices. But
where these do occur, they are concerned mainly with practices that
affect the government as a idiole, such as the burning of forests by hun¬
ters for "bush meat,"^ which destroys natural vegetation, farms, and in
many instances, buildings. In most cases, these governmental controls
^Cosmo Pieterse, Protest and Conflicts in African Literature. New
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do not bring healthy solutions since state-ways hardly change folk-ways
when they are not properly enforced.
The purpose of this thesis, therefore, is to take ten selected
African plays and attempt, througli analysis, to show how the playwrights
have approached these problems which seem to have anachronistic values.
These plays have been written by the younger generation who are the most
affected by this cultural clash. Th^ have become like a pendulum oscil¬
lating between Europe and Africa throu^ a "confusion" of dissimilar be¬
liefs and contradicting philosophies of life. The analysis of the plays
will Include a discussion of the traditional practices on which they are
based, and the extent to which they have bera Influenced by Western cul¬
ture. This discussion will eventually show how the playwrights, speak¬
ing for Africa today, 1-ook at these cultural conflicts in relation to
the cultural and economic development of the continent.
CHAPTER I
CONFLICTS INVOLVING MEMBERS Og FAMILIES
The fanlly la one of the most important features of African society.
This central Institution forms the core of the tradition and culture on
which each society Is based. Any outside or alien Influence on any
aspect of the culture, therefore, disorganizes not only the Individual
families, but the society.^
The family in most areas does not consist of the two parents with
their children alone. This elementary unit very often forms part of an
Inseparable wider group of persons who live In the same homestead or
village, and work cooperatively. The basis of this larger group Is kin¬
ship traced through the parents, whether patrilineal or matrlllneal.
Members of this larger group Include the elementary family and grand¬
parents, aunts, uncles, nieces, nephews and cousins. All these people
2
form the extended family. The traditional head of this family Is the
oldest person from the ancestral lineage.
Thus, the father of a home within the extended family, that Is, the
father of the elementary family unit, may be older than an vmcle, yet In
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some societies, this uncle will be the head of the extended family, and
his role is very unique and important. As the family's head, spokemnan
and representative at the coomunlty's undertakings, he plays a major role
In the society. The people «dio probably rank above him are, of course,
the chief and his traditional councilmen.
The chief and the heads of families are the traditional leaders of
the people. Th^ form the traditional government, and the constitution
by which they govern consists of beliefs and established practices called
2
tradition. Backed by this tradition, these leaders become more or less
the keepers of the consciences of the people. They are, therefore. In a
position similar to that of the Pope of the Catholic Church. They as a
group are considered traditionally Infallible t^en defining behaviour
Just as the Pope Is considered Infallible when he defines doctrines
touching faith and morals.
Because of this strict adherence to tradition and customs, the exe¬
cution of new Ideas and changes becomes extremely difficult. James Ene
Henshaw's character. Chief Damba, has this to say in defmoise of tradi¬
tion and culture: "Tradition Is sacred. Custom Is above all. To ques¬











The above extract shows clearly the position of tradition in the life of
the African. Tradition has made a majority of homes and communities very
conservative. As a result, those who hove been influenced by Western
culture have always been in conflict with the traditional leaders.
One aspect of this traditional conflict involves parent'children
relationships at home within the elenemtary family. At times, it in'
VOIves the extended family, too. A child is always to obey however old
he is. This is a traditional practice vdierel^ children are seen but not
heard. Everything the child does must be approved by his parents or the
head of the extended family. He does not have the final say even in
things which concern him personally, such as marriage or the choice of a
profession. He has only to accept the girl or profession chosen for him
by his parents. To question or reject their decision is to question or
reject authority which is tantamount to questioning or rejecting a
sacred institution of tradition.^
This is one of the practices which the intellectuals of the new
system want changed. They want the youth to be free of some of the tra*
dltlonal practices and to decide for themselves, at least in problems
that concern them personally.
Joe de Graft, in his play. Sons and Daughters, treats this conflict
2
as it arises out of the choice of a career. Although* the pl^ Itself
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conflict concerning the children's choice of a career. The son In the
play, Aaron, wishes to be an artist. Maanan, the daughter, dreams of
becoming a dancer, more particularly a choreographer, to rescue tradi¬
tional dancing from oblivion. In accordance with traditional practices,
Ofosu, the father, even though he la not well educated, wants his chil¬
dren to study engineering and law respectively. The conflict that arises
out of this Is two-fold. First It becomes clear from his b^avlour that
Ofosu Is Influenced somewhat by Western Ideology In choosing the par¬
ticular professions, and secondly he refuses to be consistent by In¬
sisting on retaining his traditional right as a father. He Is more con¬
cerned with money, honour and respect that such professions bring to a
family, and In this case to him personally, than with his children's
Interests and Innate abilities.
The children, filled with the spirit of the new system, reject their
father's choices. They have already decided on their careers. This
opposition on the part of the children who have obviously been Influenced
by western Ideas generates a conflict between them and their father. It
Is a type of conflict In most African homes which Is usually termed
I
"conflict of generations." Those In the older generation as represent¬
ed In the character of the father, Ofosu, consider this disobedience,
lack of filial respect, and Insubordination, but to those In the younger
generation, such action Is a right. The character of Ofosu's wife,
Hannah, further explains the status of the head of the home or family.
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She comprehends the children's views very early In the play but she Is
unable to change the trend of events.
Hannah: And I know enough to tell you that If Maanan goes
on working with Lawyer Bonn, you'll regret It.
She hates the Idea of being a lawyer; what's more...
Ofosu: That's enough, Hannah. I thought I knew what you
were driving at when you started. How often must I
tell that girl of mine that I disapprove of her
going on the stage? A man Is entitled to some obe¬
dience In his own home - frcxB his own children. And
now It seems that you, too, are beginning to doubt
my good sense.
Hannah: It's not that, James.
Ofosu: Must I be told that to the face before I know? But
this Is the result of being an Indulgent father. I
toll all day all through the year to make enough
money to educate my children, to give them the best
profession that any rich man's children can have,
and what do they tell me? "I don't want to be an
engineer," and "I don't care about law" - as If what
I am offering them was so much cow dung! And what
do they want? Dancing half naked on a bloody stage
and painting a lot of foolish pictures that nobody
who knows the worth of money will care to pay a
penny for!
That's what Maanan and that lazy brother of hers
want to do. But whilst I'm alive...^
She, like the children, Is traditionally powerless. In her view Ofosu
Is not only the father of the children but also head of the elementary
home. His decisions are final.
As In the choice of professions, the choice of marital partners
also generates family conflicts and problems. An African marriage, like
that of a European one. Is an association between two persons for mutual
support and the procreation and rearing of children. But It also has
1
Joe de Graft, loc. clt.. p. 23
13
the wider aspect of an alliance between groups of kin. Any marriage Is,
therefore, a matter of Interest not only to the parents of both parties
but to a wider circle of relatives, particularly the members of the
lineage of the extended family.^
Any marriage as a rule requires the consent of the father or the
head of the family. Individual choice of a partner when allowed Is con¬
trolled by prohibitions or rules decreeing that the choice should be
made within a limited range of circumscribed families. Traditionally,
these prohibitions have directed parents in choosing the person and im¬
posing her on the man or the man on the woman. When this happens In the
modem African family, conflict arises. Girls no longer want to accept
their parents' choices of marriage partners. However, the parents. In
many Instances, continue to wield their traditional Influence. At times
these conflicts and resultant problans extend to the suitors concerned
when the "brlde-prlce" or 'Wrriage money" collected from them on behalf
of the girls has to be returned.
This marriage money or quid pro quo Is given by the prospective
husband or his senior relatives on his behalf to the parents of the girl
In some cases, parents go to the extreme of bargaining. The one who
pays the hipest In terms of money or goods gets the bride. However,
the payment does not in anyw^qr make the wife her husband's property or
place her In the relationship of a slave to him. One crucial distinc¬
tion between the status of a wife and that of a slave for example. Is
1
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that the slave can be transferred by his owner to another man. In some
societies, there used to be a practice whereby slaves traditionally form<*
ed part of the marriage payment.^
The Influence of western culture has made this form of traditional
betrothal and marriage a problem to most conservative parents. Their
Insistence on this practice and their children's constant rejection of
their arbitrary choices often generate severe conflicts. Guillaume
0yono41bla looks at these tensions between the traditional outlook of
old fsmlly communities and the more Individualistic way of life of modem
2
civilization In his play, Three Suitors; One Hlsband. This play con¬
cerns the efforts of a father to get the best possible brlde-prlce for
his "town educated" daughter, while she schemes to ensure that she marries
the man she genuinely loves.
Even though Oyono-^lbla exaggerates siany of the situations In his
effort to make then comic, the main Issue stands throughout^ providing
the central and basic conflict. The daughter, Juliette, returns home
from a Secondary School with Oko, her fiance whom she Intends to Intro¬
duce to her> family. To her bitter surprise, however, she discovers that
other marriage arranganents for her future have already been made by her
father, Atangana. Her extended family expects her to comply with these
arrangements. The resulting clash symbolizes the conflict created by




Ovono-Mbla. Three Suitors; One Husband. London: Methuen and Co.
Ltd., 1968.
15
The most shocking revelation by the father Is that as many as three
suitors have been virtually accepted and various stuns of money or bride
price received from them. This has been a practice whereby some parents
think more of the financial returns for themselves than of the comfort
and happiness of their daughters. Juliette's grandmother, Bella explains
the situation:
Juliette: Nothing! 1 love him.
Bella: (Indignantly): You must be out of your mind,
Juliette! Since when do girls fall In love
without the permission of their families? How
can you disappoint us all like that?
(She gets up and walks towards Juliette):
I tell you again, my child, you must marry a
great man! It's about time you too began bring¬
ing us food, drinks and other things from the
city like Cecilia's been doing ever since she's
been living with her European In Mbalmayo! It's
about time we too became respectable people!
Juliette: (Anused): Respectable? What do you..."^
This Is the situation for poor Juliette; her family wants her to marry
a "European." Here as often, "European" does not mean a white man or a
person from Europe. To many poor Africans white men are synonymous with
wealth, and so anybody who Is rich In any form or who holds Jobs once
held by whites Is a "white man." The three rich men from whom they got
the various sums of money are In that concept "Europeans."
But Juliette, who has grown up with the new system, predictably
refuses all the three suitors. She wants to marry the man of her own
choice, hot one imposed on her. This frustrates her parents' efforts to




a problem which not onl7 Involves Juliette and her family but also the
three suitors. Either the parents compel her to comply with their wishes,
or let her alone and refund the various sums of money collected to the
three men. This problem poses a question: "Is it possible to make room
for the new order while at the same time preserving the old?" This is
the situation Oyono-Mbia is concerned with in this play.
By sending their daughter to a secondary school, the family obvious¬
ly makes room for the new order, but finds it very difficult to give up
its traditional role. Juliette, however, eventually outwits the f^ily
and discreetly arranges to marry the man of her own choice. Juliette
does this cunningly with the help of her literate cousin who has been
able to convince the family that Oko has as bright a future as the
two men who have already paid their bride-prices. When three leaves
representing the suitors are placed on the floor, Juliette, of course,
picks the one that belongs to Oko. This time, the family do not object
to her decision but request Oko to pay a bride-price of three thousand
dollars, thinking he will be unable to raise the money being a student.
Before the dateline for the pa3nsent of the money, Juliette discovers
the three thousand dollars the first two men presented to her family.
Secretly, she picks the amount and sends it to Oko through her cousin to
be given to the family. Just at this time, the first two men begin de¬
manding a refund of the various sums of money they have given to the
family, and threatening law suit. Oko's money is therefore divided be¬
tween the two men as repayments. Actually, it is their own money they
have got back. Juliette, therefore, succeeds in making her own marital
choice and preventing the payment of a bride-price.
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Although Ana Ata Aidoo treats the sane marriage problem, her play,
Dllamna of a Ghost, presents a slightly different situation.^
The play is about Ato Yawson who returns with his Afro-Anerlean wife,
Eulalle. The couple arrive in Ghana and there is immediate tension be¬
tween them and Ato's family. Clearly, this is not so much because of
the obvious difference in generations as it is due to the Insensibility
of the woman, Eulalie, who has been brought to Ghana, and the weakness
of her husband who is unable to bridge the vast chasm which lies between
her own western experience and the traditional life in Ghana. When the
reconciliation comes eventually, it is the uneducated mother of the old
order who brings it about with her compassion.
The family in this play does not object so much to the marriage.
The main issue here is Eulalie's personal attitude and b^aviour which
are contrary to the culture in which she is to live. The more Ato Yawson
tells his people about her, the more they become perplexed because the
life she leads is a phenomenon they find very difficult to understand.
Eulalie is a chain smoker and heavy coca cola imbiber.
Ato Yawson: (Looking tenderly at her): Sweetie Pie.
Eulalie: (Laughing again): Ain't you going teh say
Poor Sweetie Pie? Ain't I poorer here as I
would hve been in New York City?
(In pathetic imitation of Ato): "Eulalie, my
people say it is not good for a woman to take
alcohol. Eulalie, my people say they are not
pleased to see you mnoke... Eulalie, my people
say... My people... My people..." Damned
rotten coward of a Moses. (Ato winces). I
1




have been drinking Inspite of what your people
say. (She sits on the terrace facina the au-
dienee). Who married me. you or your goddam
people?
(She stands and moves closer to Ato):
Why don't you tell them you promised me we
would start having kids when I wanted them?
They won't understand.
Eulalie: And so you make them think I am incapable of
having kids to save your own face?
Ato Yawson: It isn't that?
Eulalie: Sure not. What else would they understand but
their own savage customs and standards?... And
of course, you should have known that. Have
th^ appreciation for anything but their own
prehistoric existence? More savage than dino¬
saurs. With their snails and their potions!
You afterwards told me, didn't you, that they
wanted me to strip before them and have my belly
washed? Washed in that filth! (She lauehs
mirthlessly). What did you tell them I was
before you picked me, a strip-tease?...
Ato Yawson: Look here. I won't have you insult...
Eulalie: ... 'My people,' Add it, Moses...^
After such a long period of married life she and her husband show no
signs of raising a family. This, of course, is in accordance with their
planned parenthood through contraception. But the family does not under¬
stand because planned parenthood is not in conformity with traditional
African marriage. Child bearing is one of the most cherished acts in a
traditional marriage. This is the reason why Ato Yawson's family becomes
worried about him, and his wife's long delay in bearing a child—the





Esi: (Ato's Mother): Her womb has receded, has it
not? But did you make her know how important
it is for her to...
Ato Yawson: But her woab has not receded!
Esi: (Unbelievine): What are vou tellins me?
Ato Yawson: If we wanted children, she would have given
birth to some.
Esi: Ei, everyone should come and listen to this
(She walks round in all directions indicating
surprise). I have not heard anything like this
before... Human beings deciding when they must
have children? (To Ato): Meanwhile, where is
God? (Ato is confused since he does not know
how to reply to this)...vet only a woman who is
barren will tell her neighbours such a tale.
Ato Yawson: But it can be done. ...But, Maaml, in these days
of civilization...
Esi: In these days of civilization what? Now I know
you have been teaching your wife to insult us...
Ato Yawson: Oh Maami!
Esi: Is this not the truth? Why did you not tell us
that you and your wife are gods and you era
create your own children when you want them?
...You do not even tell us about anything rad we
assemble our medicines together. While all the
time your wife lau^s at us because we do not
understand such things...^
This, of course, complicates the already bitter situation, and increases
the family's spite for Eulalie and the marriage as a whole. The idea of
contraception and family planning as explained by Ato Yawson does not
convince any of them. They cannot reconcile themselves to contraception




support Eulalle's great smoking and coca cola drinking habit.
Ato Yawson's moral weakness, unfortunately also contributes to the
explosion of the situation. He oscillates indecisively from side to
side as a desperate and unwilling interpreter, and fails completely to
reconcile the two opposing cultures. He has apparently forgotten one—
his traditional culture, because of his absence from the country pre¬
sumably, and has imperfectly understood the other. Finally when all
"Things fall apart; the centre cannot hold; Mere anarchy is loosed upon
the world..."^ and everything appears lost, the good sense of the mother
comes to the rescue, and all is well. The rejected one now is Ato Yawson,
the new man, who, in his fumbling for a revolution in the traditional
culture, has not or is unable to touch the central core of the two cul¬
tural differences. The Reconciliation between Eulalia and the family
when it eventually happens throu^ the strength and generosity of tradi¬
tion, is so contrary to everything that has gone before, and is, there¬
fore, a bit artificial and there unconvincing. There is not finally
enough dramatic movement and tension in the play. Despite the many
scene changes—lights going out or curtains coming down—Dilenma of a
2
Ghost is a very delightful piece of writing containing much wisdom.
It is evident from the play that with the impact of western in¬
fluence, men can disregard traditional practice and marry anyone from
any culture. But the complexities of fusing the two cultures So involved
_
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will for soDDie time be a problem.
Another aspect of the marriage tradition Is treated by James Ngugl^
In his play, The Black Hermit.
In many African societies one automatically marries his brother's
widow when he dies. Usually, It Is the one who In age Immediately fol**
lows the deceased brother who marries the widow. The parents' Influence
on this kind of marriage la even more tremendous than on the normal mar¬
riage. This traditional marriage Is always effected regardless of the
fact that one Is already married, or has other marital plans. With the
Influence of western culture and the exposure of the younger generation
to all sorts of Ideas, this traditional Insistence on the practice has
been a cause of many problems In some families.
This Is the main Issue and the problem on which The Black Hermit Is
based. James Ngugl brings Into the play a situation which makes It very
Impossible for Reml to marry his late brother's widow, Thonl. Long be¬
fore she formally married his brother, Remi had secretly been In love
with Thonl, and even clandestinely adored her. But he could not reveal
to her how much he loved her because as he confessed: "I was a dumb
sufferer," when later Thonl married his own brother he considered It a
betrayal of love. Since then he had lost Interest and affection for her.
This Is one of the reasons why he does not want to comply with this
James Ngugl who has since resumed his original Kikuyu name Is now
called Ngugl waThlone'O.
2
James Ngugl, The Black Hermit. Malta: St. Paul's Press Ltd.,
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traditional norm by marrying her. Inspite of Reml's objections which
seem tangible from the sociological and psychological point of view, his
father calls him and insists: "Reml, you know our custom Your brother's
wife Is now your wlfe.”^ However, Reml still objects to the idea because
he does not want, among other things, to fill the emptiness In Thonl's
heart and soothe her grief for her true "husband." He says:
I had already reconciled myself to the fact that she
was brother's wife. And she was. How then could I
take another man's wife? I wanted a woman of my own.
But If I married this girl, how could I ever get it out
of By head that she belonged to another? Could 1 see her
as my wife? No. No. It is not that I am very religious.
She no longer means anything to me.^
Later when the family's reaction becomes very compelling and un¬
bearable, Reml has to chemge his mind. But It Is a sham. Soon after
the marriage he becomes convinced that he will not be happy with Thonl.
He, therefore, runs away from this girl and from his people to the city
where he will be safer from the clutches of tradition. He does this at
a time when his presence in the community Is most needed. As the first
graduate In his tribe many people need his services.
I had the misfortune of being the first In my tribe
to reach university. Elders listened to my voice. I
wrote them letters, virtually ordering them to support
the Africanist Party. And during vacations I held meet¬
ings everywhere and told them: Join the Africanist Part^;^








save thea from traditions and bad custom, and free them from tribal
manacles," he comes as one needed by the community, but not because of
Thoni, necessarily. The marriage, of course, has been unsuccessful.
The lack of mutual love has resulted in conflicts and eventually a break.
Hgugi's portrayal of Reml cannot be considered abominable. Reml Is
not to be considered unhumanitarian or disrespectful. His character does
not show any unpatriotic tendencies either. He is only questioning a
traditional practice tdilch has become tmproductive and unpopular. In
putting forth this issue, however, Ngugi touches on too many things**
tribal customs, national allegiance, religion, family and sexual love**
in his attempt, to prove Real's stand in refusing to marry his brother's
widow. The play has been much criticized because of thls.^ Ngugi should
have concentrated on the main issue and developed it in a significant
and memorable dramatic action.
Ngugi's treatment of the controversial traditional marrying of a
brother's widow, however, is noteworthy. He has made it abundantly clear
that a successful marriage depends on love and affection, and those who
contract this union should be allowed to decide for thoBselves.
In another of Ama Ata Aldoo's play, Anowa. the family conflict is
again portrayed. The main issue in this play is the parents' traditional
control of the choice of marital partner. The play deals with the frus*
tration of Anowa's marriage plans by her parents' refusal to sanction her
choice of husband. This leads her and her man into a voluntary exile
which results in the tragic death of both of them.
1
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When Anowa finally decides to marry this man, Kofi Ako, after she
had turned down proposals from many favourites of her parents, the whole
family turn against her choice.
Anowa: Mother, you have been at me for a long time to
get married. And now that I have found some*
one I like very much to marry...
Badua: (Her Mother): Anowa, shut up! Push your tongue
Into your mouth and close It. Shut up because I
never counted Kofi Ako emiong my sons-ln'-law.
Anowa, why Kofi Ako? Of all the mothers that are
here In Tebl, should I be the one whose daughter
would want to marry this fool, this goodofor*
nothlng cassavaman, this watery male of all watery
males?!
Objections are raised because, among other things, Kofi Ako Is a "nincom¬
poop." Anowa's parents consider him lazy; and unambitious. But Anowa
sees some latent virtues In him. This Is the reason why Anowa Is forced
to run away with Kofi Ako and get married In peace.
As hermits, Kofi Ako and Anowa live and work together until death
parts them. All has not been well with the marriage, though. Kofi Ako's
Involvement In slavery for wealth despite Anowa's objections to It, and
his unfortunate Impotency have worsened their relationship and contributed
to their final destruction.
Anowa: And tell me, when did I enter Into a discussion
with you about that? I shall not feel happy
with slaves around... Kofi, no man made a slave
of his friend and came to much himself. It Is
wrong. It Is evil.
Even though the siarrlage ends tragically, one thing that Is very
important to note Is the fact that mut^lal love and agreement have brought
1
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them together as husband and wife. At least they have been able to de¬
cide for themselves regardless of what tradition has laid down. Their
death can, therefore, be attributed to a particular misfortune, something
which can befall anybody, anywhere.
What Ama Ata Aidoo is concerned with in this play, and what in fact
needs re-appraisal in the society depicted, is the basic cause of the
couple's desertion of the entire society. And this is the parents' ob¬
jection to the marriage. On many occasions Anowa has refused to be mar¬
ried to men whom her parents approve of. This is obviously because she
does not love those suitors. If she comes now with somebody she wants
to marry it goes without saying that he is the man she loves. But her
parents disapprove of the marriage because they suspect the man is not
diligent enou^. This compels Anowa to run away from the town to marry
Kofi Ako. They would have lived among their people if the parents had
consented and given a blessing to their union. All the mounting problems
which finally lead to their deaths might not have occurred. This leads
to the question as to whether parental uncompromising control of the
choice of one's marital partner is still necessary.
All the plays discussed in this chapter deal exclusively with family
conflicts involving parents and their children. These problems arise as
a result of the children's attempt to stamp out some specific traditional
practices which to then obstruct progress. They want to be free to •
choose their own professions and marital partners, and to have a say in
what concerns them as individuals in the family. From the analysts, it
could be seen that the parents have not been insensitive to the children's
demands. In most cases, they have disregarded their traditional authority
26
and have allowed their children to decide for themselves. If anything
at ally It Is those who brought western Ideas and values Into the tradi¬
tional African society who are to be blamed.
CHAPTER II
SOCIAL CONFLICTS INVOLVING MAN AND SOCIETY
Religion permeates the whole culture of the African. It Is the
strongest element—the greatest Influence on the life of the African
people. It provides the master key for understanding and behaviour in
the society. Since It forms part and parcel of life, one cannot separate
It and say this Is religion and that Is another thing.^
There Is a belief In the Supreme Being who plays an Important role
2
In all aspects of life. He Is referred to in Ghana, for example, among
some social groups as grandfather. Among the Gas, he Is Naa Nvogno;
among the Adangmes, he Is Tsaatse Mau; and among the Ewes, he Is Torgbl.
This Is In line with the belief that the 'grandfather' was the first an**
cestor, and everybody stands in line with him. Next to the Supreme
Being are the ancestors who are considered Intermediaries and held In
high esteas. The respect that Is given to the ancestors Is in line with
the tradition In which old age Is given respect and reverence.
Since life continues In death, the ancestors need food to sustain
them. That, Is the reason why there Is an annual feeding of these an-*
3
cestors, usually during festivals and sacrifices. Worship Is contained
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in sacrifices and rituals. All these form parts of the total fulfill¬
ment of a particular religious ceremony. The sacrifices and rituals are
practices inspired by fear of the spirits and the cult of ancestor wor¬
ship. And the victims range from inanimate things to human beings. The
impact of colonial power and Influence has brought many oppositions to,
and conflicts with these cultural practices. Even though this friction
has brought some problems to the traditional African people, this colonial
Influence has caused the loss of much of the traditional character of
the sacrifices tuid rituals.
One aspect of this custom is the ritual which finds its expression
in the sacrifice of the young, in some cases considered evil, to the
gods. It, at times, follows a regular pattern; children who fall into a
certain category, for instance, the tenth child, are sacrificed as evil
ones.^ In other cases, the sacrifices are believed to be denanded by a
specific god or Oracle. And this has to be fulfilled. It is on this
kind of sacrifice that Tsegaye Gabre-Medhln bases his play, Oda Oak
Oracle.^
Oda Oak Oracle is a very pleasant and delightful piece of work.
Its poetic language has helped to lift its subject above its simplistic
perspective, and has added to its richness. The author himself says
that the play is about "a legend of black peoples, told of gods and God,
_
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of hope and love, and of fears and sacrifices."^ He discusses In this
play, the traditional belief whereby a god or an oracle Is considered
the guardian of a society. This god controls the behaviour of the so¬
ciety, and even in some cases can impose a specific obligation on a per¬
son; for Instance, he can designate whom one should marry.
In this particular play, the victim Is Shanka, the major character.
The conflict begins when he refuses to know the warmth of his bride, a
woman believed to have been chosen for him by the Oracle of Oda Oak,
guardian of the people. This he does because the Oracle had ordained
that their flrst-bom son should be sacrificed for the satisfaction of
the ancestral spirits. Goa,, who knew about this, and who Is a friend
of Shanka (and yet secretly an admirer of his wife, Ukutee^ promises to
go personally to the sacred Oda Oak to face the Oracle on their bdialf.
In order to convince him. This he promises to do with the hope that
Shanka and Ukutee should be freed from the ordained sacrifice.
Goa's gesture falls and Shanka sticks to his abstinence. This re¬
fusal to know the warmth of his bride Is, of course, a defilement of the
Oracle's pronouncements. Shanka knows the consequences—he knows what
will happen to him personally, and to the community as whole. He Is
aware of the wrath that will come to him from the people but he still
disregards his wife, not even when Goa advises him:
"Sacrifice, you know.
Is the sole desire of the dead.




It has always been so."^
Shanka asserts that if the dead know no mercy, he will never know
his bride. If he does not know her warmth, there will consequently be
no pregnancy which m^Qr result In a son being bom and eventually get
sacrificed to the gods. This Is as simple as that. His stand expected"
ly brings him into bitter conflict not only with the Oracle, but also
with his people. Th^ believe that his defiance will bring disaster to
the coomunity. This Is based on the belief that all the good things
they get—rlch soil, harvests, health and fertility, to mention but a
few, come from the Oracle. So while the Oracle himself accuses Shanka
of defiling the wisdom of the dead and the age-old role of ritual fulfill¬
ment, the people assail him for bringing a curse upon the land.
But Shanka does not get embittered even when he discovers the
secret dealings between his bride and bosom friend, Goa>: which result
In pregnancy. At least, the pregnancy Is not by him. At the Oracle's
shrine, he humbly obeys all the pronouncements and goes throu^ the
punishments and ordeals. As a result of the god's wrath, Goa and his
wife die. But he cannot be blsned for the tragedy. Despite the fact
that people have died because of his action, his aim has been achieved,
he has not produced a child for the Oracle. Ukutee delivers before she
dies but the child happens to be a daughter, "profane for a sacrifice."
However, he suffers banishment, together with the child.
Gabre^edhln sees these sacrifices as not In keeping with humani¬
tarian practices. Shanka is able to prevent his ritual sacrifice only




to be solved. The Oracle will continue to demand other sons as long as
the people still believe In him. The problem, therefore, rests with the
people, not with the Oracle. By the way Shanks Is portrayed, Gabre-
Medhln evidently suggests a review of this custom.
Another aspect of the traditional ritual Is discussed In Rebecca
Njau's play. The Scar. This play Is about the emancipation of women,
and deals with female circumcision which Initiates girls Into womanhood.
In most societies In Africa, girls have to pass through sane rituals of
Initiation before they become women.^ In some of the places, a girl may
not get a husband from a particular society If she does not go through
the Initiation. But Just as the societies vary, the form this Initiation
takes also varies. Some societies do It without the act of circumcision
2while others consider this as the central rite.
The Scar discusses a ritual which Involves female circumcision, and
a betrothal of the girl concerned to a man soon afterwards. With the
advent of western culture, there has been much oppositions to this prac¬
tice. To Rebecca NJau, the whole ritual ceremony amounts to enslavement
and subjection of women. As such she advocates a review. Her major
character who fights against the practice Is a victim herself. To effec¬
tively wage this crusade, Mariana deserts her own society and establishes
an Institution elsewhere, where she educates the young girls. Being a
victim herself, she teaches the girls about the evils of the ritual and
-
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the subsequent betrothal to men against their will. She does not want
them to suffer the same Inhumanities and Ill-treatments she passed
throu^. The man who was forced on her soon after her Initiation betrays
her.
This man who now calls himself Yohanna Is a pastor and has realized
the sin he conmltted with her and has come to express his repentance and
apology. However, even though he comes In good faith, his confession has
been a total destruction for Mariana. All along she has kept her past
secret. This Is obviously her tragic-flaw.
Pastor: 1 know what I did makes you drunk with fury;
Forget my rotten heart and forgive me;
I was a hypocrite and a cheat;
Now 1 have seen the light;
Now I want peace In my heart;
But how shall I get that peace
If 1 do not kneel before God and before you
And before the "Brethren" and confess this sin?
Do you think It Is easy for me a pastor to stand
and lay bare my past?
Do you think It Is a pleasure for me to do It?
No, Mariana, It's nothing but shame.
Yet my heart cannot rest until the tdiole thing
Is out.
Mariana: Do you want to expose me before the Brethren -
before the whole village?
Pastor, my work Is my life; It must be preserved...
Don't reveal my sin In revealing yours, pastor;
For that will be the end of my work - It will
even be the end of my tenderest plant that must
grow
In secret.
Yohanna's confession now reveals her past experiences to the people among
whom she works, and this results In a loss of faith In her. The people
misunderstand her and rise against her for deceiving and misleading them.
1
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Her cxTusade, therefore, stnnmarlly comes to an end. But even thou^ she
falls to emancipate the girls fully, she has been able to stir public
thinking about female circumcision and suppression.
It becomes evident in the play that Rebecca Njau is very concerned
with the emancipation of women in the society. The fact that Yohanna
comes back to Mariana after many years of separation, and asks for for¬
giveness and repentance means he has actually regretted his act. He has
recognized the unJustices of the Initiation ceremony. He is, therefore,
portrayed as an example of men realizing the evils of women's circum¬
cision and forced betrothal to men.
One of the most frustrating problems in many African societies now
is depicted in R. A. Cantey's play. The Mystery of a Cockrow. This play
is about the matrlllneal inheritance which is practiced among the Akan
peoples in Ghana, and among people in the Ivory Coast, Zimbabwe (Northern
1
Bhodesia), Zambia, Tanzania and Zaire. The facts of this play are based
on the matrlllneal system as practiced among the Akans (the Twis and
Fantes) in Ghana.
There are many stories and beliefs concerning the origin, the evo¬
lution and diffusion of the practice of matrlllneal descent and inheri¬
tance. An example is the Ashanti belief that it is only the women who
can transmit blood to descendants—male or fanale. Under no clrctimstances
whatsoever can a male transmit his blood which he derived from a woman.
In consequence, no Ashanti can, according to this orthodox belief, have
1
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a drop of the male parent's blood In his veins.
Clan descent Is, therefore, traced throng the female, and authority
In the family lies In the hands of the mother's brother, the maternal
uncle or wofa as he Is called In Ghana. The mother does not stand alone,
for behind her stands a united family bound by the ties of blood. Her
children belong to her and her clan, not to her husband. Thus they be¬
long to the lineage of the mother. Furthermore, the children do not In¬
herit from their father. The maternal uncle waits patiently and when
his sister's husband dies he takes over everything. This whole practice
generates conflicts between the father's desire to have his wife and
children under his authority, and the claims of the wonan's relatives to
keep their woman and children under their control.
This is the Issue R. A. Cantey Is concerned with In The Mvsterv of
a Cockcrow. According to this play, the matrlllneal Inheritance brings
nothing Into homes or the society as a whole other than chaos, strife
and eventually death. This happens especially when the husband Is rich.
In the first place, since the children are not traditionally for the
father, his control over them Is never systematic. Interference does
come from the woman's family who may want the children brought up In a
special or different way.
But the main opposition comes frcmi the maternal uncle who has the
O
absolute and undlsputable right to succeed him. What he hopes for Is
1




the early death of his sister's husband in order to Inherit frcxn him. If
this man does not die as early as he wishes, he plans to kill him. On
assuming control he forces the children out. If the poor children resist
there is further strife and loss of lives. The children, therefore, gain
nothing materially from their father. They have to fend for themselves.
It is only in rare cases that this uncle allows the children to live
with him. However, when this does occur, they do not have any claim to
any property belonging to their father. This means that they may have
to cancel any future plans they have, and vdiat comes out of this is frus¬
tration and child delinquency.
In the play, R. A. Cantey portrays the legitimate successor as Yao
Gyima of no clear-cut or well-defined business, knowing very well that
he has Obeng his aunts husband from whom he will Inherit. Even though
Obeng does not die at the hands of Gyima, many attempts to shorten his
life have been made.
Gyima: I am anxious to get rid of him (Obeng) imme¬
diately.
Ntim: Don't worry. Dansin is a powerful juju man;
his charms never fail. That is why we recom¬
mended him to you. Did you see how swiftly
matters worked? Precisely a day after you
went to him his charms began to work for you.
Gyima: I saw it and wondered. I have what he gave me.
He says I should Invoke it as soon as I hear
that my uncle is recovering. In this way no one
would suspect anything.
Oware: Then why are you anxious? Have confidence that
you are Yaw Obeng's successor.
Gyima: Well, here is a bottle of gin. Let us use it
to wash our food down.
Ntim: There is nothing wrong in that.
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Oware: Let us pour it down quickly and go away.
Rwanlng: Open the bottle and begin, Gyima.
Gyima: (Pours a glassful and drinks): 'Phuen!'
Over the head of Yaw Obeng the rogue.^
(^Ima's trap In the woods climaxes his attempts to kill Obeng and Inherit
his property. This also reveals among other things the evil machinations
which the Akan matrlllneal system can produce. Obeng however finds out
Gyima*s evil intentions and he writes down his will concerning the sharing
of his property among his children.
The main problem, however, Is not solved since the whole matrlllneal
Inheritance Is not reviewed. This is what the play is concerned with.
As a propagandist play, It advocates a re-appralsal of the practice by
making It abundantly clear that such an outmoded traditional custom as
matrlllneal Inheritance does not help the econcmlc and social growth of
the society.
Efua Sutherland's play, Forlwa. also discusses an aspect of the so¬
cial problem. The Europeans who came to Africa, particularly West Africa,
first settled on the coasts. Even though their missionary and educational
activities were later extended northwards, the western Influence on the
Southern part, especially of Ghana was greater. Gradually, the coastal
lands became better developed, and the people better educated. As a re¬
sult of this western Impact most southerners look down upon those from
the north as uncivilized and as such Inferior.
It Is this problem arising from the unfortunate attitudes of
1
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southerners towards northerners that Efua Sutherland portrays In her play.
Forlwa.^ One thing which makes this play effective Is that there are
other elements In It which also discuss problems In the society. These
sub-plots Include parents' gratuitous Interference In their daughters'
choice of husbands, and the frequent exodus of people from the rural to
urban areas. While the former brings about family conflicts and un¬
happiness, the latter results In \mequal development. As a result of the
exodus, the rural areas always lag behind In economic and social develop¬
ment .
The main Issue In Forlwa. however. Is sectionalism, or "tribalism"
as It Is commonly called In West Africa, especially Ghana. Sectionalism
and nepotism are major problems In most of the developing nations In
Africa today. However, the play Is based on one aspect of this section¬
alism as practiced In Ghana. It portrays the achievements of Labaran, a
northerner. In a southern town Inhabited by those who consider themselves
to be more educated and more dignified. As an educated man he Is more
concerned with unity and national progress than with Isolationism and
conceit. So he leaves his own town In the north for a town In the south
where he believes progress Is necessary. Labaran remarks on his arrival
at the town, Kyerefaso:
"I was impatient at the beginning; In haste.
Seeing the raggedness of people's homes,
I was ashamed, even angry. 1 heard It
screamed: Progress! Development! 1 wanted
It for everyone and everywhere."2
1
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Labaran discovers that this southern town Is Inadequate Insplte o£ the
pomposity and pride of the southerners. He calls the homes, 'hty people's
homes" knowing that all of them are one—they belong to one nation.
He does not go about preaching to them about the decadence and the
Inadequacies of the town but to the dismay of the people he settles down
to work. He gives the problems a practical and realistic approach by
clearing the squalor and slowly transforming the village. At first, the
townsfolks consider him mad. Later, when they discover that he Is from
the north because of his tribal marks they call him all sorts of degrad**
Ing names.
Forlwa: Where does him come from?
Postmaster: Oh! yes. From the north.
Forlwa: And they call him stranger here?...^
Incidentally, Forlwa Is one of the few people In the town who abhors
sectionalism and shares the spirit of nationalism with Labaran. This is
the reason why she Is very disturbed about his being called 'stranger.'
However, Labaran himself Is neither disturbed nor discouraged by
the immoral utterances and the unfriendly attitudes towards him. He con¬
tinues to work until his endeavours begin to show practical results. It
Is at this stage that the townsfolks begin to see his importance and
show Interest In his work. The social barrier and uncooperative atti¬
tude towards those from the north Is broken. As a result, the develop¬





^ong the natives who returned to the town to help are women who
originally vowed not to marry In the town, and men who left to live and
work In the cities. They have all returned to help in the town's develop¬
ment. And the one who has showed them the light and given them the
Initiative Is one who has been hitherto considered uncivilized and so¬
cially Inferior.
By portraying Labaran In such a character, Efua Sutherland obviously
advocates the eschewal of sectionalism. She believes In the spirit of
national cooperation or nationalism Insplte of whatever Influence a sec¬
tion of the country may have. This Is one of the most important moral
attitudes In all developing countries. It Is by pooling all resources
together and working In the spirit of brotherhood that the development
of any country can be accelerated.
It Is Interesting to note that many African governments are present-
i
ly embarking on this policy of national unity and cooperation In their
development programs. In Ghana, for Instance, the government Is doing
Its best through legislation, to stamp out all feelings of Isolationism.
In Its rural development and voluntary work programs, volunteers are
sent to any part of the country where work needs to be done. This Is
helping appreciably In building a strong national spirit.
Wole Soyinka makes a contribution to the solution of the problems
in his excellent play. The Lion and the Jewel. This play is a kind of
African beauty. It Is very hilarious, and the conventions of polygamy
In It simply add to the possibilities of what Is called 'bedroom farce.
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It features a proud young African girl, Sldl. She Is wooed by the school
teacher, Lakunle, who talks to her of romantic love and other things he
considers 'civilized.' But all this Is lost on Sldl who merely wonders
why Lakunle has failed to pay the dowry or brlde-prlce If he Is so keen
to marry her.
The School teacher with his muffled Ideas about 'civilization' Is a
tragicomic figure. He does not really know what he Is talking about,
yet he feels Infinitely superior to the 'bush' people In the village to
whom he announces the Inevitable coming of 'progress.'
"Within a year or two, I swear.
This village shall see transformation
Brlde-prlce will be a thing forgotten
And wives shall take their place by men.
We'll buy saucepans for all the women
Clay pots are crude and unhygenic
No man shall take more wives than one
That's why they are Impotent too soon...
We must reject the palm wine habit.
And take to tea, with milk and sugar...
(Talking to Sldl)
Together we shall sit at table
—Not on the floor—and eat.
Not with fingers, but with knives
And forks, and breakable plates
Like civilized beings."1-
He and Sldl talk at cross purposes. Sldl has always been dubious about
his advances. Now she decides to discard him because her picture, taken
by a travelling European, has appeared on a magazine cover. She then
sets out to conquer the beast In the person of the aged Bale, the ruler
of the town, whom she Is made to believe Is Impotent. Her advances
prove the contrary and to the horror of her young suitor, the self
Wole Soyinka, The Lion and the Jewel. London: Oxford University
Press, 1963, p. 36.
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conscious and prudish school teacher, she ends up as the Baroka's latest
addition to his harem.
The main conflict which is also the main Issue In The Lion and the
Jewel Is the conflict of the new order with the old. In this particular
case, the struggle between progress and tradition. The Lion In the play
Is Baroka, the Bale of Ilujinle, a reputedly important and aging tribal
ruler, who Is set against the pseudo-progressive, young school teacher
In a contest for the belle of the village, Sldl, the Jewel of the play.
Lakunle represents the new weak order In the society, striving for
superficial western Innovation. However, he Is no match for the Bale
who Is neither impotent nor senile as people think, but Is steeped In
traditional wisdom and strength. His Insistence on realistic African
situations brings him Into conflict with Lakunle and his western Innova¬
tion. But this does not mean that Baroka Is against progress. He says
In the play: "I do not hate progress, only Its nature which makes all
roofs and faces look all the same."^ He merely fears the "reckless broom
that will be wielded In these years to come," to sweep away all traces
of his culture.
Lakunle's rejection of the whole traditional practices of the vil¬
lage brings him to a fall. He not only has partial western education
but has also seml-broadened his experience and scope of mental vision
through his periodic visits to the big cities In Nigeria. This Is
enough to make him a 'whlteman,' and alienate him fr<m his society. As




transform the whole community by bringing civilization into the village.
To him, the traditional practices are : "Savage, barbaric and outmoded."
He wants the women to stop carrying things on the head, for this "short"
ens their neck." He does not want to conform with tradition and pay
Sidi's bride-price even though he is deeply in love. To him the payment
of the bride-money makes one a 'hiere property."
Lakunle expects too much. One wonders how he can hope to change the
realistic African practices he preaches against. For example, how can
he expect the people in the village to eat bones with forks and knives,
and the women to stop carrying things on the head when they have no
automobiles, coaches or carts to transport the things. These unrealistic
approaches on the part of Lakunle, coupled with his ardent love for Sidi
bring him into conflict with Baroka, the chief and custodian of tradi¬
tion. Unfortunately for Lakunle, Baroka is also in love with Sidi and
he wants her for a wife. His affection for her deepens after her beauti¬
ful picture has appeared on the front cover of a magazine. And knowing
that a union between him and her will help him achieve traditional respec
tablllty he pretends to be impotent in order to get her.
Baroka: The time has come when I c^ln fool myself
No more. 1 am no man, Sadiku. My manhood
Ended near a year ago.
Sadiku: The gods forbid.
Baroka: I wanted Sidi because I still hoped—
A foolish thought I know, but still—I hoped
That, with a virgin young and hot within.
My falling strength would rise and save my pride.




A waste of hope. I knew it even then.
But it's a human falling never to accept
The worst; and so I pondered to my vanity.
When manhood must. It ends.
The well of living, tapped beyond Its depths.
Dries up, and mocks the wostrel In the end.
I am withered and imsapped, the joy
Of ballad-mongers, the aged butt
Of youth's ribaldry.
Sadlku: (Tearfullvl; The Gods must have mercy yet.
Baroka: (As If suddenly aware of her presence, starts up):
I have told this to no one but you.
Who are my eldest, my most faithful wife. ^
But If you dare parade my shame before the world...
This does not. In any way, mean that Baroka Is a villain. The main
difference between him and Lakunle Is that he Is realistic to the African
situations and he gives practical approaches to then. He stops the con¬
struction of the railway line because he feels It Is not necessary at
the moment. As soon as the magazine Is out, he displays Sldl's picture
on the front cover. And In wooing her, he goes straight to the point
without any unnecessary display of oratory, as Lakunle does. "The monkey
sweatS'It Is only the hair upon his back which still deceives the world...^
Sldl who Is caught between the Baroka and Lakunle finally marries the
former. Superficially this could mean Sldl does that because Baroka Is
a better lover. But that Is not the case. The real point Is that Baroka
has been realistic—a practical lover. His action Is, therefore, a sym¬
bol of African realism. He seduces Sldl because he believes her presence






progress In the village. His Ideas are, therefore, more Important than
the actions In themselves.
This means that African realism must be home In mind when thinking
of progress and Innovation. Wole Soyinka realizes this, hence his treat¬
ment of the African tradition with admiration and the erroneous western
culture with contempt. In the play.
All the characters are, however, ridiculed In the play. The author
keeps his audience laughlns by this, and he manages to give his plot a
number of surprising turns that keep the audience In suspense. One thing
about Lakunle Is that he has not been consistent and practical. This
makes him "unadmlrable." When he Is asked to take part In the traditional
dances and mimes, he forgets his veneer of western civilization, and he
does so for he takes part with zest.
It Is important to note the fact that even though the play Is African,
Sldl has not been fully presented as a traditional African girl. This Is
evidenced from what she does and says. It Is uncommon for a traditional
African girl to solely decide on her marriage. But here we see Sldl
whom Lakunle wants to "civilize," demanding a bride-price all by herself.
Nothing Is heard from or about her parents. Throughout the play, there
Is no conscious affirmation of negrltude, but Insplte of this, the play
Is clearly African, warning western Innovators not to forget the realis¬
tic African situations.
The analyses of the plays show that the younger generation want a
cultural transformation In the society. It could be seen from this chap¬
ter that they not only want a right In the family to make their own de¬
cisions, they also require the society as a whole to be rid of all
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customs which they consider outmoded» and as such, not in keeping with
modem civilization.
Those from the older generation seem to understand the problems and
in some cases they try to compromise with the yough* In other cases
they rightfully tell the innovators to be mindful of the African realities
in their attmnpt to change the traditional practices.
CHAPTER III
CONCLUSION
Theatre is one of the elements which builds up the consciousness of
social groups as a means of education. Theatrical performances could be
used as appeals to inspire collective action by inviting the public to
participate and carry back the actions into real life. They could also
be used in breaking down unpopular traditional family structures and
free the people from the weight of customs which constitute an opposi¬
tion and impediment to progress.
In a developing continent like Africa, where the people are faced
with conflicting traditional and western values, the role of the theatre
is, therefore, very important. John Pepper Clark once said that even
though his "pet medium" of Information was poetry, he considered drama
the most Important in Africa because drama comsunicates with a larger
audience than either poetry or the novel.^ One might be illiterate but
he can see and Interpret a set, and hear the dialogue of a play. This
helps the illiterate man, as well as the educated, to know what goes on
in the society in which he lives.
Each of the plays discussed in the preceding chapters has something
very Important to .say about what is going on in the culture as a result
of western influence. And the solution of the Inherent problems depends
on how the people understand and evaluate these two conflicting cultures.
1
Dennis Duerden and Cosmo Pleterse, African Writers Talking. New
York: Africana Publishing Company, 1972, p. 72.
46
47
Hence, the need of cultural education of the people In the society. The
analyses of the plays show that the conflict Is now mainly between the
conservative older generation who still Insist on the traditional prac¬
tices, and the younger generation who have been brought up with the new
order. To the younger generation, the more obsolete and unproductive
customs should give w^ to more progressive ones—traditional or alien.
What they want are cultural practices that will bring harmony and aid
progress. Because they have been brought up with the new system, they
see nothing wrong with the adoption of western values that are compatible
with the African realism. They want a cultural revolution.
This brings them Into the conflict with the older generation who
still believe that the traditional practices are the best and insist on
their preservation and observance. The problem that arises from this
conflict is thus: the need to preserve good traditions and at the sane
time graft upon them suitable ones from other cultures. In this case,
western culture. In order to have a harmonious synchronization both
cultures need a thorough re-appraisal. This will help to know which of
the traditional practices are to be retained, and which of the alien
ones are to be adopted. Once this objective is achieved the culture In
Africa will have a definite pattern.
Already the two opposing forces In the cultural conflict have been
liberal. The older generation, for Instance, while insisting on tradi¬
tion have made room for the co-exlstence of tradition and western culture.
Ofosu In Joe de Graft's, Songs and Daughters, wants his children to re¬
ceive western education while he Insists on traditional rights of choos¬
ing professions for them. Later, he realizes his Interference In his
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children's affairs and allows them to pursue the courses they are Inter¬
ested In. The people of Kyerefaso In Efua Sutherland's Forlwa realize
that Labaran, the northerner Is as Ghanaian as anybody from the south
and that sectionalism retards the progress of a nation.
In Ama Ata Aldoo's, Mlfftnma of a Ghost. Ato Yawson disregards tradl
tlonal life and marries Eulalle. Back home, he realizes that the most
Important thing Is not the marriage. It Is the difficult task of bring¬
ing and fusing two vastly different cultures together. However, the
very family which opposes the marriage reconciles later with them and
all Is well. This shows some liberalism on the part of the older gen¬
eration. Yohanna In Rebecca Njau's, The Scar, comes back to Mariana
after many years of separation, and asks for forgiveness for the "sin"
he coimnltted with her soon after her Initiation ceremonies.
Juliette's refusal to marry either of the three men chosen for her
In Oyono-Mlbla's, Three Suitors; One Husband, even though painful, does
not come as a surprise to the family. The parents see some good In
western values otherwise Juliette would not have been sent to secondary
school, yet they find It very difficult to give up their traditional
rights. In the light of these conflicting cultures the most Important
thing to do In order to salvage the situation Is to embark on cultural
education. A nation Is built on a culture, and It Is this tradition
which orders her behaviour and forms her heritage. Without the cultural
education, the two cultures In Africa the traditional and the western,
will continue to conflict and bring dlshamony In the society. The re¬
sult will continue to be retardation In Africa's progress.
Everyone In the society must be made to understand the cultural
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problems and the need to get rid of some of the traditional practices as
well as some of the western values. The objective should not only be to
encourage the good traditional practices but to blend these Indigenous
cultures with western ones as well as those of other countries which
will conform with Africa's realism. With the Interdependence of coun¬
tries In this modem world this cultural exchange Is essential.
The programme should foster practices that please the eye or the
ear. If this Is done well, Ato Tawson's family, for Instance, will
understand Eulalle's heavy smoking and drinking habits. The education
programme should also foster practices that appeal to the Intellect,
most Importantly the moral aspect of man. This was dramatically illus¬
trated when Shakespeare's Hamlet says:
'*Ihe play's the thing wherein I'll catch
The conscience of the King." Act. II, Scene 1.
In this cultural education, there Is a need to 'catch the conscience
of the people' and make them understand the cultural trends In Africa In
this twentieth century. The revolution does not fall on the shoulders
of drmuatlsts alone because the cultural problens need a practical
approach. Every Individual In the community has to put the transformed
practices Into rightful operation - for the benefit of all. The plays
that the dramatists write with a view to solving the problems should be
such that everybody can understand and learn something from them. It Is
only when the two conflicting generations get to understand that Africa
Is now In a situation In which only the most suitable traditions can
bring harmony to the society, that the problems will find a solution.
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